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BY DESIGN
Theater and Fashion in the
Photography of Lalla Essaydi

Cat. 12

Director’s Foreword

W

e are so pleased to continue the celebration of the museum’s
10th anniversary year with the presentation of By Design: Theater
and Fashion in the Photography of Lalla Essaydi in the museum’s Walsh
Gallery. In showcasing this powerful woman photographer, we are also
proud to be part of the programming created to honor 50 Years of
Women at Fairfield University. This solo exhibition includes 22 works
highlighting the artistic process behind the creation of Essaydi’s carefully
staged photographs, which deconstruct and reimagine stereotypes of
Muslim womanhood.
I would like to thank guest curator Dr. Cynthia Becker for her kind
collaboration on this project, for looking at Essaydi’s work through a new
lens which she shares with us via the exhibition’s curation, and through
her thoughtful and eloquent catalogue essay. I am very grateful to Tess
Vinnedge at Edwynn Houk Gallery in New York and Howard Yezerski in
Boston for their enthusiastic collaboration, and especially to Lalla Essaydi
for making this exhibition possible.
Thanks as always go to the exceptional museum team for their hard
work in bringing this exhibition and its associated programming to life,
especially as they continue to deal with the challenges created by the
coronavirus pandemic: Michelle DiMarzo, Curator of Education and
Academic Engagement, Emily McKeon, Museum Assistant, and Megan
Paqua, Museum Registrar. We are grateful for the additional support
provided across the University by Edmund Ross, Susan Cipollaro, Tess
Brown Long, and Silvia Marsans-Sakly (Assistant Professor, Department of
History and Faculty Liaison for the exhibition).

~ Carey Mack Weber
Frank and Clara Meditz Executive Director

By Design: Theater and Fashion in the
Photography of Lalla Essaydi

I

n Lalla Essaydi’s photographs, women whose bodies are covered in
intricate henna patterns lounge in sumptuous interior spaces and
wear lavish textiles. The sheer beauty of her work draws us in, but few
recognize that a great deal of preparation and an enormous amount
of planning goes into each photograph. The photograph itself is the
product of a larger process of design and organization, with extreme
attention paid to the composition and framing of an image. Essaydi
describes her creative practice as performative and painstaking, with
models “unable to rest, sometimes for as long as nine hours.” However,
they choose to participate because “they feel they are contributing to
the greater emancipation of Arab women.” This exhibition highlights the
process behind the creation of Essaydi’s carefully staged photographs,
concentrating on how her work crosses into theater and fashion. She
merges centuries-old
craft traditions with
contemporary design
to tell a complex
and nuanced story of
Moroccan women’s lives.
Travel and cross-cultural
contact often spur
artistic creativity; this
is certainly the case
with Lalla Essaydi’s
photography. In
addition to Morocco,
Essaydi lived in Saudi
Cat. 1
Arabia for many years.
She studied drawing and painting at the École des Beaux-Arts in Paris
and photography at the School of the Museum of Fine Arts in Boston.
Today, she divides her time between the United States, Morocco,
and Saudi Arabia. Her experience traversing different countries and
cultures inspired her earliest photographs. In them, she strove to
confront Western stereotypes of Muslim women and recounted her
own experiences growing up in Morocco. In her 2003 work, Silence
of Thought #2 (2003, cat. 1), Essaydi photographed a young woman
reclining in an interior space, a room in a large house belonging to her
extended family. Essaydi covered the woman’s body and her dress with
writing done with henna, a temporary plant dye. She arranged her model
so she lounges on a sofa and appears flattened and two-dimensional,
turning her into a decorative element similar to the painted doors and
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the upholstered cushions upon which she reclines. However, the words
written in Arabic script are meant to subvert the woman’s silence and
give her a voice. The use of writing done with henna adds a narrative and
theatrical element to Essaydi’s work. Furthermore, it highlights the sense
of tension inherent in her photographs: she represents the confinement
of women but also their agency.
Henna plays an important role in Essaydi’s photography and serves as a
symbol of creative female transgression. A natural plant dye used across
North Africa, the Middle East, and South Asia, Moroccan women adorn
their hands and feet with henna during such ceremonial occasions as
weddings, temporarily staining their skin a deep orange color. In urban
Morocco, brides may sit for hours while a professional henna artist,
ngaffa, creates intricate designs made from thin lines of henna. Although
the dark orange designs fade after a few weeks, henna carries an
almost sacred status as it has baraka, blessings from God, and protects
people during rites of passage. Women adorn themselves with henna
to celebrate the birth of a child, to heal sprained bones, and to make
their hair stronger. As a material of self-adornment and healing, henna is
intimately connected to women in a Moroccan context.
Essaydi continued to use henna in her Converging Territory series (20032004), engaging in the art of calligraphy. In North Africa and the Middle
East, calligraphy has long been restricted to male artisans who use it
to adorn the interior of
architectural spaces or by
male religious scholars
who copy the Qur’an and
other manuscripts. The
text included by Essaydi
on her model’s bodies are
her own words, recounting
aspects of her life, and
in Converging Territories
#9 (2003, cat. 3) she
depicts a woman in the
act of writing, a bamboo
calligraphy pen in her
Cat. 3
hand and a bowl of
henna at her feet. Essaydi sees the act of women writing with henna
as subversive, using a material intimately linked to women to tell their
stories and give them a voice. However, the text on Essaydi’s images is
never entirely legible, suggesting that these are private stories.
At this point in her artistic career, Essaydi began to include black borders
around her photographs. The borders are the result of her photographic
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technique. She uses a large format camera mounted on a tripod in her
studio, which requires that the film be placed in a holder, that blocks its
edges from exposure to light. When Essaydi prints the entire negative,
the unexposed borders print as black. She intentionally includes the
black borders to show that the image was not cropped or edited postproduction. In other words, the henna that adorns both the backdrop
and the bodies of the female figures was applied in the studio before the
image was taken, rather than after the print was made. Her photographs
are printed in a large size so that the viewer can appreciate the detail
that goes into her design process. Each photograph was carefully and
meticulously constructed in her studio.
Essaydi spends hours applying henna to her models and often writes
on their clothing, essentially designing a tableau vivant, a static scene
containing one or more models dressed in costume who interact with
each other to tell a story. The application of henna is a slow, painstaking
process that requires intense concentration on the part of the artist and
the patience of her models. Essaydi creates the atmosphere of a woman’s
henna party in her studio, complete with mint tea drinking, singing, and
music. Her photography is intentionally collaborative and most of her
models are family acquaintances and friends.
In her series Les Femmes du
Maroc (2006-2009), Essaydi
introduces movement as a
means to tell stories. She
creatively captured the
swirling cloth of a dancing
figure in Dancer #8 (2009,
cat. 8). Dance is extremely
important to Moroccan
celebratory occasions, with
women holding dance
parties and playing music
for each other. Professional
female dancers (shikhat) are
sometimes hired to perform
at Moroccan weddings.
However, these dancers
have an ambivalent status in
Morocco today; they add joy
to ceremonial occasions but
Cat. 8
some judge them negatively,
stereotyping them as sexually promiscuous women. Aware of these
contradictions, Essaydi intentionally chooses subjects and themes with
multiple meanings.
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In Les Femmes du Maroc
#30 (2006, cat. 5) a long
white cloth frames the
image like a curtain
opening to reveal two
women on a theater
stage, making the viewer
seem as if they have a
rare view into an intimate
interaction between
women. One reads a book
and the reclining woman
listens to the story being
told. Essaydi also depicts
Cat. 5
women in the act of
writing. In Les Femmes du Maroc: Harem Women Writing (2008, cat. 6),
two women sit on the ground writing on voluminous quantities of white
fabric. The sheer volume of the cloth covered with Arabic script suggests
that they are recounting their stories. One is reminded of Shahrazad, the
female storyteller from the epic medieval tale Thousand and One Nights.
The story begins with
Sultan Shahriar ordering
his beloved wife’s death
after he discovers that
she had a love affair. The
king assumes all women
cannot be trusted and
marries a new woman
every night, ordering
their execution each
dawn by his grand vizier.
Despite her father’s
protests, the daughter
of the grand vizier,
Cat. 6
Shahrazad, requests to
be married to the king in order to stop his unnecessary violence towards
women. Shahrazad told the king a new story every night, and since the
king enjoyed them so much, each morning he spared her life. After 1001
nights of storytelling, the king had fallen in love with Shahrazad, had
children with her, and made her his queen.
Thousand and One Nights originated in the Middle East and captured
the frustrations and desires of common people against the ruling elite.
Its narrative offered an inversion of power and gender roles where the
female heroine ultimately prevails. By the nineteenth century, the tale
5

had been translated
into English and was
understood by a Western
audience as an example of
the exotic and enchanting
beliefs found in the faraway
Orient, its original meaning
completely transformed in
this new context. Essaydi
is aware that the complex
relationship between
cultures often leads to
misunderstanding
and misinterpretation,
and she confronts this idea in her photography.

Cat. 15

In addition to the tale of Thousand and One Nights, Lalla Essaydi plays
with other Orientalist tropes such as the reclining odalisque and the
harem. The term odalisque comes from the Turkish word odalık, referring
to a female slave or concubine in the court of the Turkish sultan. The
image of the odalisque became a common trope in European colonialera stereotypes of the Middle East. In the (largely male) Western
imagination, every home
had a harem of female slaves
lounging in suggestive poses
and confined to a guarded
palace while waiting to please
a sultan. In her Harem series
from 2009, Essaydi intentionally
deploys this loaded and
largely misunderstood word to
challenge the stereotype, using
it to refer to the large, tightknit extended family unit where
she was raised with women
supporting and caring for
each other.
For Harem, Essaydi carefully
posed her female figures in
an opulent interior space.
Cat. 2 The women engage with the
magnificent architectural environment that surrounds them. Essaydi’s
creative process involves staging the image, dressing her female models,
and instructing them on how to respond to the camera’s presence. Some
gaze directly into the lens while others are intensely involved in the task
6

in front of them. The women clearly feel comfortable posing in front of
the camera, never appearing self-conscious or uncomfortable. This is in
sharp contrast to the Orientalist photographs of North Africa from the
colonial period, where most women appear to have been photographed
against their will and their discomfort is evident. In the Harem series,
viewers may similarly feel that they are being allowed into the intimate,
forbidden world of Arab women as Essaydi intentionally situates her
images on the threshold between voyeurism and the confrontation
of stereotypes.
The architectural setting featured in the Harem series, known as
Dar el Basha, also plays an important role as a stage set in Essaydi’s
photography. The highly decorative Marrakech-based mansion was once
owned by Thami El Glaoui, a controversial figure who was made the
pasha of Marrakech in 1912 by the Moroccan king. This was the beginning

Cat. 11

of the colonial period and El Glaoui supported French rule in Morocco.
El Glaoui often led lavish parties in his mansion that included such
renowned international figures as Winston Churchill and Charlie Chaplin.
When Essaydi photographed inside the mansion, it had been closed for
many years but was in the process of being converted into a museum.
The ceramic tilework, carved plaster, and painted woodwork that adorns
the walls and floors of its interior can also be found in mosques, Qur’anic
schools, and homes of the elite in both urban Morocco and in Andalusian
Spain. For centuries, men have been hand cutting individual ceramic
tiles, placing them on a plaster base, and fitting them together to create
multicolored mosaic designs. While the painted cedarwood and carved
stucco within the palace resemble buildings found elsewhere in Morocco,
the bright yellows and blues that dominate the tilework in Dar el Basha
are unique to Amazigh (Berber) architecture in the High Atlas Mountains,
which was the traditional homeland of the Glaoui family. The act of
photographing inside this particular mansion adds another layer
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of meaning to
Essaydi’s images,
namely recognition
of Morocco’s
Amazigh heritage.
As a crossroads
between Africa, the
Middle East, and
Europe, Morocco has
incredibly rich artistic
traditions. A large
indigenous population
known as Imazighen
(singular: Amazigh)
Cat. 10
lived in Morocco prior
to the arrival of Arabs and Islam, greatly contributing to Morocco’s artistic
and cultural diversity. In order to root her work within the multi-cultural
history of Morocco and draw attention to its Amazigh roots, Essaydi
replicated the designs that decorated the mansion’s architecture onto
the clothing she designed for her models, which adds a great deal both
conceptually and aesthetically to the mis-en-scène that she created.
She took photographs of the tile and woodwork and had the designs
printed onto
fabric that she
used to create
a woman’s two
piece garment,
known in
Morocco as a
takchita. She
dressed models
in different styles
of takchita,
some with short
sleeves, some
with voluminous
Cat. 13
sleeves, and
others with matching pants, shoes, and headscarves. While she designed
her own textiles for the photo shoot, the garments were not intended
to be worn outside the studio. Similar to theater costumes, they were
specially created for Essaydi’s photography and wearing them outside
would break the illusion of the tableau that she constructed.
In Harem #31 (2009, cat. 13), two women wear garments that
replicate the tile patterns behind them. There is a sense of energy
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conveyed through the use of bold repeating patterns and the
theatrical arrangement of the models. Essaydi shot both images of
the diptych separately and lined them up in such a way to suggest
an active interaction between the two women. The standing woman’s
exaggeratedly long arm reaches to touch the brow of a seated woman
looking directly at the viewer. The women are almost one with the
background that surrounds them, becoming beautiful ornaments.
At the same time, the meaning of the photograph is extremely
ambiguous. Is this a confined interior space, a stage set, or a large open
room? The movement, dynamism, and playfulness of this photograph
defies easy categorization. This sense of ambiguity adds to the visual
power of this image.

Cat. 18

Lalla Essaydi embraced fashion again in her Harem Revisited series
(2012-2013), using antique Moroccan dresses borrowed from the
collection of Nour and Boubker Temli. Urban women typically wore
such dresses (qaftans) during weddings or other celebratory occasions.
The particular brocaded patterns with flowers seen on the women’s
dresses derive from early nineteenth century silks that were woven in
Lyon, France and used for Christian religious vestments. Weavers in Lyon
catered to a North African market until the 1950s when Fes weavers
began to recreate these designs on their draw looms. Essaydi dressed
her models in innovative ways and made a fashion statement by turning
the old into something new. Her tableaus were not meant to be a
deliberate recreation of the past. Rather Essaydi drew from her love of
fashion and layered the qaftans in new ways, placing a light rose-colored
qaftan with a repeating gold design over a bold pink print with white
flowers in Harem Revisited #47 (2012, cat. 18). Such a combination would
not have been worn by women in early twentieth century Morocco.
Essaydi also included hand embroidered fabrics as well as wall hangings
with arches called haiti that were commonly used as decorations inside
the homes of the Moroccan elite. The other textiles include embroideries
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that were once part of a bride’s
trousseau and consist of bath
linens, cushion covers, and
curtains hung in doorways that
open into courtyards. Each
city developed its own style of
embroidery and was influenced
by the waves of Jewish and
Muslim refugees who arrived
in Morocco from Andalusia,
bringing rich textile traditions
with them, especially the art of
silk embroidery and weaving.
Essaydi skillfully combined
patterns and embroidery styles
from these various cities to
create interior spaces that exist
outside of time and cannot be
tied to a specific place,
creating her own unique
theatrical stage sets.

Cat. 14

In Harem Revisited #31 (2012, cover image), Essaydi draped a rare silk
belt from Fes (hizam) over the arm of the woman in the foreground. Worn
over women’s qaftans, such belts were gifted to new brides, and the act
of belting a woman was an indication of her marital status. Their costly
silk thread and complex lampas structure that used two warps
and multiple wefts made them highly-valued items of dress in nineteenth
and early twentieth century Morocco. Most belts were embellished
with gold or silver
threads and had four
distinctive patterns
so that they could be
folded and wrapped
to create four different
looks. Until their
decline from fashion
in the early twentieth
century, such belts
were so valuable that
if a woman had two
daughters, her belt
was sometimes cut
in half and a portion
Cat. 19
given to each as part
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of her inheritance. In recent years, the handwoven fabrics and silk belts
worn by women have been replaced by fabrics produced quickly on
automated looms. The textiles from the Temli collection are invaluable
examples of a craft tradition supported by women that once flourished in
Morocco. Essaydi was aware of the value of this collection and featured
these splendid fabrics in her
photographs to convey her
pride Moroccan textile arts.
Essaydi’s photography also
carries Moroccan artistry into
the future, as she reconfigures
traditional Moroccan
architecture designs and
textile patterns using new
materials to comment on
contemporary life. With her
most recent series Bullets and
Bullets Revisited (2009-2014),
Essaydi crafted a richly detailed
scene of highly ornate tiles,
woodwork, and clothing out
of used bullet shells. In these
glittering photographs, Essaydi
comments on the violence
Cat. 16
that many in the United States
and Europe associate with contemporary Middle Eastern and North
African countries. Ironically, Essaydi transformed bullets into sparkling
garments and intricate backdrops so that they are no longer recognizable
as weaponry, illustrating once again the tension inherent in her work
that makes it so compelling. In Bullets #3 (2009, cat. 14) and Bullets #6
(2009, cat. 16), she created a rich background for her model by skillfully
arranging sliced brass and nickel bullet shells of different sizes into
patterns that recreate the wall mosaics used in Moroccan urban interiors.
While these works comment on international politics, the choice to
use bullets was a bold one on the part of Essaydi, namely because the
process of accumulating so many spent bullets was no easy task. The
Moroccan government limits the purchase of bullets to hunters and
regulates the number they are allowed to buy. When she began the
project, she sourced empty bullet shells from southeastern Morocco
near the disputed border with Algeria. This area is heavily guarded by
the Moroccan military, and in the 1980s, the Moroccan military staged
a training ground in the area. As a result, spent bullets can be found
across the desert landscape. Since these bullets were difficult to cut and
manipulate, she started to source bullets from the United States. She
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worked with people who
could clean and polish
used bullet cases and cut
them into thin slices. She
then began the tedious
process of sewing
thousands of individual
bullets together. Several
hundred pounds of
sliced bullets were used
to create the woman’s
cloak seen in
Bullets Revisited
#20 (2013, cat. 21).
Cat. 21
The weight of this
glimmering cloak was so heavy that it resembled a sculpture more than
a garment. It had to be placed onto the model’s shoulders after she
was sitting down and immediately removed after the photograph was
taken. Its form recreates hooded cloaks called silham, which were once
commonly worn in Morocco.
It is important to note
that Essaydi’s bullet
garments are props
especially made for the
studio, and like most
of Essaydi’s garments,
they are not meant
to be worn outside.
Much like the henna
that will eventually
fade from her model’s
bodies, the garments
are temporary
constructions designed
to be used in a
Cat. 22
theatrical manner to
narrate a story. For example, in Bullets Revisited #2 (2012), two women
gaze intently at the camera. One wears a shimmering belt made from
bullets, but unlike women’s traditional belts that are worn around the
waist, Essaydi placed the belt lower on the woman’s hips. Essaydi layered
the belt on top of a white gauze garment covered with henna writing.
The white cloth draped on the nearby table is covered with geometric
patterns typically found in Moroccan interiors, except that in this case,
the gold designs are constructed from bullets sewn onto the fabric’s
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surface. Essaydi used the same cloth and belt to adorn her model in
Bullets Revisited #38 (2014, cat. 22) but in this image the reclining
woman gazes over her right shoulder at the viewer. Recognition of
her reuse of fabrics and materials is not meant to denigrate the work
but to demonstrate the creative nature of Essaydi’s photography. Each
photograph is the result of a long process of design, planning, and
organization and reflects Essaydi’s pointed determination and extreme
attention to detail. Each photograph includes different stylizations and
involves action and thought on the part of Essaydi and her model.
The narrative quality, the theatricality, and the fashion sense that
goes into Lalla Essaydi’s photography is by design. She is aware that
North African women’s bodies historically served as voyeuristic sites of
Otherness and difference during the colonial period. While she confronts
these stereotypes in her work, she also reminds us that the politicization
of gender roles continues today. Women’s bodies have remained in
the center of political and religious debates, as they are seen as central
to maintaining family ties, community solidarity, and in transmitting
values across generations. Conservative factions often use religion
to impose restrictions on women’s lives. Moroccan women are often
caught between the boundaries of tradition and modernity as they try to
negotiate between the colonial version of the past, the national identity
of the present, and their own particular hopes for the future. These
dueling constructs and multiple visions are captured in the complex
and layered meanings present in Lalla Essaydi’s photography, as she
negotiates womanhood on her own terms.
~ Cynthia Becker, November 2020

For further reading:
ACR Édition. 2015. Lalla Essaydi: Crossing Boundaries, Bridging Cultures.
Paris: ACR Édition Internationale.
Carlson, Amanda. 2005. Converging Territories. New York:
Powerhouse Books.
Essaydi, Lalla. 2009. Les Femmes du Maroc. Essay by Fatema Mernissi.
New York: Powerhouse Books.
Paydar, Niloo Imami and Ivo Grammet, editors. 2002. The Fabric of
Moroccan Life. Indianapolis: IN, Indianapolis Museum of Art.
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Exhibition Checklist
1. Silence of Thought #2, 2003
Chromogenic print mounted to
aluminum with UV protective laminate
Edition: 15
30 x 40 inches
2. Converging Territories #2, 2003
Chromogenic print mounted to
aluminum with UV protective laminate
Edition: 15
40 x 30 inches
3. Converging Territories #9, 2003
Chromogenic print mounted to
aluminum with UV protective laminate
Edition: 5
71 x 88 inches
4. Converging Territories #24, 2004
4 chromogenic prints mounted to
aluminum with UV protective laminate
Edition: 15
30 x 40 inches each
5. Les Femmes du Maroc #30, 2006
Chromogenic print mounted to
aluminum with UV protective laminate
Edition: 15
30 x 40 inches
6. Les Femmes du Maroc: Harem
Women Writing, 2008
Chromogenic print mounted to
aluminum with UV protective laminate
Edition: 15		
20 x 24 inches
7. Dancer #10, 2009
Chromogenic print mounted to
aluminum with UV protective laminate
Edition: 15
24 x 20 inches
8. Dancer #8, 2009
Chromogenic print mounted to
aluminum with UV protective laminate
Edition: 15
24 x 20 inches
9. Dancer #12, 2009
Chromogenic print mounted to
aluminum with UV protective laminate
Edition: 15
24 x 20 inches
10. Harem #10, 2009
Chromogenic print mounted to
aluminum with UV protective laminate
Edition: 15
30 x 40 inches
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11. Harem #11, 2009
3 chromogenic prints mounted to
aluminum with UV protective laminate
Edition: 10
60 x 48 inches each
12. Harem #14C, 2009
Chromogenic print mounted to
aluminum with UV protective laminate
Edition: 5
88 x 71 inches
13. Harem #31, 2009
2 chromogenic prints mounted to
aluminum with UV protective laminate
Edition: 15
40 x 30 inches each
14. Bullets #3, 2009
Chromogenic print mounted to
aluminum with UV protective laminate
Edition: 10
60 x 48 inches
15. Bullets #5, 2009
Chromogenic print mounted to
aluminum with UV protective laminate
Edition: 15
30 x 40 inches
16. Bullets #6, 2009
Chromogenic print mounted to
aluminum with UV protective laminate
Edition: 15
40 x 30 inches
17. Harem Revisited #31, 2012
Chromogenic print mounted to
aluminum with UV protective laminate
Edition: 15
30 x 40 inches
18. Harem Revisited #47, 2012
3 chromogenic prints mounted to
aluminum with UV protective laminate
Edition: 15
40 x 30 inches each
19. Harem Revisited # 51, 2013
Chromogenic print mounted to
aluminum with UV protective laminate
Edition: 15
30 x 40 inches

20. Bullets Revisited #6, 2012
Chromogenic print mounted to
aluminum with UV protective laminate
Edition: 15
40 x 30 inches

22. Bullets Revisited #38, 2014
Chromogenic print mounted to
aluminum with UV protective laminate
Edition: 10
48 x 60 inches

21. Bullets Revisited #20, 2013
Chromogenic print mounted to
aluminum with UV protective laminate
Edition: 10
48 x 60 inches
All works are by © Lalla Essaydi (Moroccan, b. 1956) and are presented courtesy of the artist
and Edwynn Houk Gallery, New York

Cat. 4
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Exhibition Programs
Thursday, January 28, 6 p.m.
Opening Night Virtual Lecture: By Design: Theater and Fashion in the
Photography of Lalla Essaydi
Cynthia Becker, Associate Professor of African Art History, History of Art &
Architecture Department, Boston University
www.thequicklive.com
Part of the Edwin L. Weisl, Jr. Lectureships in Art History, funded by
the Robert Lehman Foundation
Wednesday, March 10, 5 p.m.
Virtual Lecture: Lalla Essaydi and the Art of Costume
Julie Learson, Costumier, Theatre Fairfield
www.thequicklive.com
Saturday, April 10
Virtual Family Day: Color and Pattern in the Islamic World
fuam.eventbrite.com
Tuesday, April 20, 5 p.m.
Virtual Lecture: Women, Status, and
the Family Code in Morocco
Silvia Marsans-Sakly, Assistant Professor, Islamic World, Department
of History
www.thequicklive.com
Thursday, May 20, 11 a.m.
Virtual Art in Focus: Lalla Essaydi,
Harem Revisited #31, 2012, chromogenic print
Michelle DiMarzo, Curator of Education and Academic Engagement
www.thequicklive.com

Cover and back cover image: Lalla Essaydi, Harem Revisited #31, 2012, chromogenic print. © Lalla Essaydi, Courtesy of
the artist and Edwynn Houk Gallery, New York
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Cat. 20

Walsh Gallery

